WORKING PRINCIPLES 


A third way in which those who bring into existence works 
of art transform that nonautonomous-nonaesthetic phenom- 
enon that announces itself to consciousness at first clos- 
ing into an autonomous-aesthetic phenomenon is by arrang- 
ing the components of the art object hierarchically (su- 
perior/inferior, superordination/subordination) the re- 
sult being that one or more of those components is aes- 
thetically central--think about the work of art on the 
presentational level and know that the aesthetically cen- 
tral component of a work of art is often that component 
which is spatially or temporally central for example think 
about the centrality of the colors purple and rose in J. 
A. M. Whistler's Purple and Rose: The Lange Lijzen of the 
Six Marks (1864, oil on canvas, 36 1/4" X 24 1/4", John 
G. Johnson Collection, Philadelphia, PA) about the cen- 
trality of the facade of the Pazzi Chapel, Cloister of 
the Church of Santa Croce, Florence (c. 1429-1433, 59' 

9" X 35'8", designed by Filippo Brunelleschi) about the 
centrality of the tonality "white major" in Symphonie 

en blanc majeur of Théophile Gautier about the centrality 
of the tonalities A-flat major, D major, C minor and F 
major in respectively Quartet No. 7 in A-flat Major Opus 
105 of Antonin Dvorak Concerto in D Major for Violin Opus 
61 of Ludwig van Beethoven Symphony No. 8 in C Minor of 
Anton Bruckner Concerto No. 5 in F Major for Piano and 
Orchestra Opus 103 of Camille Saint-Saëns. Aesthetic 
centrality is not always synonymous with spatial and/or 
temporal centrality in an autonomous-aesthetic phenom- 
enon however think about the fact that the aesthetically 
central components (the human figures) in Edgar Degas' 
Viscount Lepic and His Daughters (1873, approx. 31 3/4" 

X 47 3/8", present location unknown) are not the spatial- 
ly central components of that work. Think about the fact 
that the aesthetically central chord in the four-measure 
figure that opens the Prelude to Tristan und Isolde of 
Wagner is the chord for oboes in the third measure of 
that figure. Pause and think about Variations for Piano 
Opus 27 of Anton Webern about Pierrot Lunaire Opus 21 

and Five Pieces for Orchestra Opus 16 of Arnold Schoen- 
berg and think about two facts (1) that in the basic set/ 
tone row/series of a dodecaphonic composition none of 

the twelve tones of the chromatic scale is repeated 
which means that none of those twelve tones is in effect 
more important in that series than any other tone (2) 

the twelve tones in the basic set of a twelve-tone com- 
position are related only to each other they are not re- 
lated to a single tonal center of gravity which means that 
in dodecaphonic music there are no tonal hierarchies. 





